Studies of place construction in the rural studies literature have largely privileged the role of professionals over that of local lay actors. This paper contributes to redressing this imbalance through a critical case-study of lay postcard production in a rural shire.
While not unique in the region, this postcard production does not appear to be the norm. In September 2007 in the adjacent Shire of Lake Grace, with a comparable population of 1,456 (Shire of Lake Grace, 2007) , the town of Newdegate offered only commercial postcards featuring non-local images on some of which the name of the town is superimposed. These postcards present, for example, composites of scenes from the whole of Western Australia including images not only from further afield in the south west of the state but also of Perth and of the far north of the state. These images are collectively titled "Western Australia: State of Contrast" with "Newdegate, Western Australia" embossed notably post-production in gold in the top left-hand corner. On the other hand, the larger town of Lake Grace, also in September 2007, furnished a mixture of local postcards and generic commercial postcards. More broadly, towns and cities of all sizes in Australia are routinely represented on postcards produced by commercial concerns self-identified as national in scope though in the case of larger towns and cities these may feature local images. 8 Historically, postcard production in the Shire of Ravensthorpe is part of a long tradition in Australia encompassing both commercial and lay production. Picture postcards, as Cook (1986) demonstrates, have played a part in the representation of "Australian places" since appearing in Australia in the 1890s, with privately published cards permitted from 1898. Cook notes that early Australian postcards were published as part of government promotions aimed at attracting investment, tourists and migrants. A comparable number, however, again according to Cook, were also "the work of amateur do-it-yourself photographers" (51). Production in the Ravensthorpe area, as evidenced by out-of-circulation postcards held in local collections, and according to the recollections of interviewees, dates back to at least the 1970s. These early postcards are the work of local promotional committees (now defunct, or transformed into newer committees) and of individuals.
Greetings from Ravensthorpe
Constituting the full local range available at the time, 53 postcards were systematically acquired during January and February 2007 from all vendors in Hopetoun and Ravensthorpe. 9 There are 4 key groupings: a set produced as a result of a children's art competition, a selection created by an informal art group, those produced by a high-profile community organisation called Ravensthorpe Hopetoun Area Promotions (RHAPS), and 3 individually-produced series. RHAPS is "volunteer driven" with recent support from the Shire to fund a coordinator position one day a week (Erica). 10 The committee runs the Ravensthorpe Visitor Centre and Museum open 7 days a week. Volunteers, rostered on 1 day a month or more, "run the shop part of it" which is "pretty well patronised" by new local residents and a regular flow of visitors and tourist buses (Susan) . 11 The children's set, the art collection and RHAPS cards feature local artwork and photography which has been sent to commercial printers for manufacture into postcards. The 3 individual producers active at the time of fieldwork undertake both the photography and production of the postcards. This sample includes postcards made, according to local informants, over a period of around 20 years. The RHAPS postcards in the sample date from the late 1980s/early 1990s, and the art postcards from the mid to late 1990s. On the other hand, the work by individual producers in this sample is more recent. One individual producer, at the time of field work, had been making postcards for 1 month and another for 4 months. Individual producers, however, are responsible for 2 of the largest series of cards in this sample-one focussing on the town of Ravensthorpe and the other on Hopetoun.
Drawing on local knowledge and acknowledgements made on individual cards, 20 residents (not including the children whose work appears on the competition set)
were identified as contributing photographs or artwork at various times and with varying levels of involvement in the production of postcards over this 20-year period.
They did so as individual producers, or as part of the informal art collective, or as members of RHAPS. Those participating in this production were not doing so as tourism professionals, local government representatives, development officers, or business representatives. The work of men appears on postcards produced by the art group and also RHAPS, and the large individual Hopetoun series was produced by a male. Women, however, have dominated this production. Of the 20 identified contributors, 5 are male and 13 are female; the sex of the remaining 2 people involved, with only initials to go by, remain unclear in this study. Women are credited with the majority of the postcard designs, and have been the driving members of the art and RHAPS groups.
The discussion offered here draws principally on semi-structured interviews with 5 people central to the making of these postcards. 12 Interviewees include prominent, long-standing RHAPS members engaged in the postcard production, one of whom played a key role in the first and subsequent RHAPS series; one person involved in both art collective and individual production across a period of 10 years (though not actively making postcards at this time); and 2 of the 3 identified individual producers all of whom were active at the time of field work. The interviewees are all female and, with one exception, are long-term residents of the shire. My attempts to interview the male individual producer were unsuccessful. 13 In addition to having played a relatively small role, the other male producers no longer lived locally and/or local sources were unable to locate them. Interviewees were asked how and why they began making postcards, what they perceive as the benefits of doing so, how and why they select the images used, and how well the postcards sell. Subsequently, informal conversations were undertaken with local retailers and postcard industry representatives.
Motivations and perceived benefits: the place of postcards
Consideration of motivations and perceived benefits as expressed by producers is crucial to a contextualised and nuanced understanding of the processes of production, and of sense of place and place identity as constructed and performed through these postcards. To begin with, the overarching purpose of RHAPS has long been:
to put us on the map ... to encourage people to stay because a lot of people travel through. Everyone that lives here you know loves the area. We know 12 Interviews with producers were conducted as part of my broader research examining community and place identity undertaken during a Fellowship with Alcoa Foundation's Conservation and Sustainability Program hosted by the Alcoa Research Centre for Stronger Communities at Curtin University of Technology. 13 This producer does not name himself on his cards; my contact was with a third party who was concerned to protect his anonymity and privacy.
we've got a lot to offer and we're just trying to get that out to the general public. (Erica)
For the founding RHAPS committee, postcard production was a means to further this overall ambition. In 1989 when RHAPS was first formed:
We'd started doing a few things around town to look more presentable. And we had no money of course and no money coming from anywhere. So the postcards were a combination of, in a minor way, promoting the place and also bringing in a bit of money. (Louise)
On the other hand, the art collective sought to address an unsatisfactory lack of postcards:
We had a strong art group both here in Ravensthorpe and in Hopetoun-and there were no postcards locally. You know, there was nothing. So we thought the area needed postcards and this was quite a nice promotion thing for the local artists. There were quite a few artists in the area at that time so we did a sort of joint thing and we got a job lot done with-I can't remember how many designs. And then I think we had another batch done. An inability to meet requests for postcards-issued perhaps in search of a souvenir to send to family and friends as suggested in the opening epigraph, and/or as a trigger for later remembering-may well leave Ravensthorpe "off the map." Meeting this demand harnesses to some extent the tourism industry's powerful ability to broadcast local place identity. The availability of local postcards-implicitly defined as locally made and featuring local content-is also seen as important:
I feel it helps the town to actually have things that are local because people remember places where there are local things more than the generic stuff imported from China. (Katrina)
The local postcards enable the promotion of a specific local identity coded in the exclusive use of unique flora and named local sites, in turn specifically presented as part of a broader hierarchy of place as in "Hopetoun, Western Australia." The locally-produced cards thus situate Hopetoun and Ravensthorpe as sites of difference within the broader location of Western Australia, as opposed to subsumption into a general state or national place identity privileged on the previously-described generic commercial cards through the absence of anything specifically local other than the town's name. Importantly, the local postcards provide an "authentic" viewpoint. As one producer phrased it: commercial postcards "are not looking from the inside out, they're looking from the outside in" (Susan). The local postcards, in the words of a local retailer, are popular/desirable because they are "individual and a true representation of the landscape down here" (2007, pers. comm.) .
While these postcards offer a lay local perspective on what might/should constitute Ravensthorpe's public place identity, the area is also the subject of broader state government and tourism industry strategies to promote a centrally-branded regional identity. The Shire of Ravensthorpe, under a scheme which divides Western Australia into 5 tourism regions, is incorporated into a broader area marketed as "Australia's Golden Outback." Similarly, at the time of field work a "Regional Tourism
Association" was considering the creation of a new regional tourism identity to be known possibly as "the Fitzgerald Coast" (local resident, 2007, pers. comm.) .
Constructing this new identity based on the incorporation of Ravensthorpe and two adjoining shires into one tourism entity/destination would involve new uniform signage and logos in each of these places. For Ravensthorpe Shire this proposed entity may pose a "risk of being lost" described as something "we're in fear of" (Erica). In foregrounding the specificity of Ravensthorpe and Hopetoun the local postcards are a means to engage with ongoing regional identity politics. They also provide a point of resistance to external representations in the media for example of Hopetoun as a "nickel town" (Jerrard, 2007) or "yet another WA mining boom town" (Parker, 2007, p.14) .
The postcards are, furthermore, a means for personal contributions to the representation of place: Another part of it is that I love sunsets and I live in a home that faces the West so I see all these beautiful sunsets every night. (Susan)
Personal rewards expressed by interviewees centre on "self-improvement" and "esteem-building," rather than potential financial profit. In fact, making money from this work was not offered as motivation or benefit for individual practitioners. Rather, individual social and cultural identity is a driving personal motivation and benefit:
I suppose making postcards is another little interest for me. I'm a farmer's wife. I was always out working in the paddock with my husband. … I'm getting past wanting to do that part of it, so I thought: I need other interests."
In the motivations identified here community and personal needs intersect in ways indicative of the complexity and range of cultural work achieved through this local production.
Making postcards
Commercial printing of postcards can be costly and incurs batch-size constraints.
RHAPS postcards for example are commercially printed in lots of 2000 (Louise).
Advances in the quality of digital photography and reductions in the cost of home printing, however, make local postcard production not only more affordable (especially for individuals) but also more flexible.
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I've always liked photography, and I thought well I've got all these photographs on the computer so why don't I do something with them. (Susan)
In both instances of individual production, these trends have played a direct part in the decision to make postcards:
When I saw some of my photos on the computer I thought mine are just as good as the ones in the shop, the commercial ones even. (Katrina) 15 The emergence of the picture postcard in the first instance had much to do with advances in photography and printing (Woody,1998) .
Postcards made by local individuals are produced on personal printers from original digital photographs stored on home computers. The move from photograph to finished postcard can be almost instant, and potentially highly responsive to external conditions. 16 Run-sizes, and thus variety of images, can be as large or small as the individual requires or desires. Within this local economy of production beneficiaries continue to include, among others, printing services, paper and ink manufacturers, and suppliers of relevant hard and soft technologies.
Technological advances, though important, do not fully explain this local production.
As seen above, the making of local postcards is predicated on internal and external needs around the ( On another level of intersection, the children's art-competition postcards are the direct outcome of developing the Ravensthorpe Shire Cultural Plan referred to above:
We did the cultural plan for the Shire, a group of us. And one of the ploys for the research for that was that we ran a competition for the children of the Shire to do designs, the subject of which was either my favourite place or what I like doing best. (Stephanie)
In this way, the production of these postcards and the place identity they privilege is part of a larger cultural network of engagement and representation. In particular, this production enacts "the spirit of rural living" in which "self-sufficiency, and a willingness to help out" are valued (Little, 1997, p. 206) . These attributes are widely cited by local residents 18 many of whom placed particular positive emphasis on a local (women's) propensity (born of necessity) to take a proactive role in making Similarly, a walk along the beach is described as leading to an exciting realisation that the conditions were perfect for a postcard photograph, ultimately entailing a return home to get the camera. As an embodied practice, as a lay geography, this postcard production reproduces a "sense of ownership in places that is not legal or financial but developed in terms of feeling, empowerment, attachment and value" (Crouch, 2000, p.71). The physical making of the postcards also encompasses domestic spaces and family members. One interviewee, for example, commented that she leaves the choice of paper to her husband "because he's more proficient with printing" (Katrina).
Representing place: postcards and local identity
Pritchard and and/or "Hopetoun." Given that a multiplicity of rural spaces-variously informed by gender, class, ethnicity, and so on-may be inscribed onto the same territory (see, for example, Cloke, 2006) , this engagement is an opportunity to privilege a specific rural space (as dominant value system, as "truth", as authentic). The representation of place encompasses "both the site to be represented (a geographical place), and the site (the geographical, cultural, political, theoretical viewpoint) from which that representation emanates" (Duncan, 1993, p. 39) . The women involved in this postcard production occupy in this instance uniform (middle) class and (senior) age social positions, among others. The selection of images, of viewpoints and frames emerges from (and validates) specific social subjectivities, rather than from an essential or a-historical knowledge base. The majority of the postcards, however, are not clearly attributed to specific individuals-the full Hopetoun set is anonymous, another of the large individual series makes reference to a business name, while the RHAPS cards tend to provide photograph credits, sometimes just initials. None of the postcards explicitly draw attention to their local production. This practice downplays the subjective nature of the interpretation and representation of place each offers (and also underplays their "authenticity"). These postcards can thereby seem entirely anonymous, and potentially objective, to the consumer, though local anonymity is less likely in small towns.
As pointed out earlier, the postcards encompass the work of 20 residents variously acting on committees and also working as individuals. Yet, the postcards foreground a limited set of subjects. Though the range of postcard subjects has been shown to be exhaustive (Cook, 1986) these local postcards largely shun mundane events and sites, and tend not to include people. The focus is rather on "rural" landscapes, in particular bush and coastal scenes, and local wildflower species with fewer (always idealised/sanitised) agricultural landscapes 19 19 "Farming scenes" include "a mob of prime lambs grazing" on green pasture with small farm buildings in the far distance; a "canola crop in full bloom" with bush in the distance; and a patchwork of green fields seen from a hill with bush in the foreground.
and local heritage sites. While this may be attributed in part to the prevalence of national parks and nature reserves in this shire, it is also the case that "the desire to experience beautiful landscape" has been a mainstay of commercial tourism in general (Bell and Lyall, 2002, p The production of meaning, it needs to be kept in mind, is multifarious and unpredictable: producers, "texts" and "readers" are all, to varying degrees and in varying contexts, sources of meaning (see, for example, Hartley, 2004).
Consequently, "symbolic ruralities" are vulnerable to multiple readings which confound a straightforward correlation between "interpretations of producers and audiences" (Philips et al., 2001, p.25) . Photographs "enable particular readings and disable others, but such closures are never absolute" (Moors, 2003, p. 25) . As multimodal artefacts foregrounding both visual and textual elements, the postcards, however, encourage specific interpretations of the selected sites/ objects. Captions, the need for which is evidence of the "inherently polysemic nature of photographs" 21 This is not to say that these sites receive the same status in other discourses and contexts. For example, East Mt Barren was featured in June 2008 in a "Mystery Location" competition in the local newspaper. Described in the competition introduction as "dominating the Hopetoun skyline," the range was not identified by readers, even though it "should have been easy" to identify as argued in the following issue (Mystery location, p.24, italics added). This practice of mystery location competitions can also be read as part of a broader ongoing struggle over place identity.
These specific sites are Hopetoun or Ravensthorpe. Further, in drawing on the conventions of "landscape," these images make the physical surroundings legible as sites of beauty and local meaning, and appropriate them as an intangible resource (Stock, 1993; Urry, 2005) This postcard is overtly a trace of a past moment and place explicitly unavailable for the consumer to witness/experience. This postcard also articulates a tension inherent in visual representation between the object of the gaze and the origin of the gaze.
Ravensthorpe is constituted not so much as a site to view, but rather as a site from which to view the sunset. Ravensthorpe, as rural location, is offered/celebrated as a point of view.
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Each of the above aspects of production and representation plays a part in framing the possibilities for meaning-making, and in constituting the arena in which place is performed. Even so, the place identity/ies this postcard practice constructs may well be contested in other local practices and texts, 23 just as these representations are likewise subject to ongoing internal contestation. 24 In effect, these postcards offer a highly contingent local praxis and construction of place. Moreover, postcards are spatially and temporally mobile artefacts, 25 and are, often unpredictably, ephemeral.
While local cards have been consistently available for over three decades 26 22 In addition, the photograph has been taken from/on private property. Though the reader cannot know this without recourse to the producer, this practice makes a specifically private viewpoint public.
, the large individually-produced Hopetoun series in this sample was no longer on sale at the Hopetoun general store in August 2007, six months after the original collection 23 For a case study of the inscription of place identities beyond the dominant construction see Panelli et al. (2007) . See also Brennan-Horley et al. (2007) for discussion of local contestation of place and identity. 24 As one example, interviewees express varying degrees of satisfaction/identification with the "Welcoming Wilderness" logo. 25 Phillips (2000) has found that many postcards on sale feature photographs taken over 20 years earlier, while the average time lag between the moment a card represents and its use is 5 years. In the case of Picadilly Circus the longest time lag was 47 years. 26 This period has been confirmed in this study; however, they may well have been available for longer. 
Conclusion
This case study of the local production of postcards in the Shire of Ravensthorpe, Western Australia indicates that lay discourse and practice plays a responsive and locally empowering role in the production and commodification of public, rural place identity. Shown to be socially and culturally embedded, this cultural work operates fluidly across private and public spheres, and incorporates both paid and volunteer labour. The various motivations foreground locally-recognised broader needs for a place identity, in particular to secure a place on the map as part of a relational politics of place. Those involved in this postcard production (whether individually or collectively), through the various embodied processes and the contingent selection of textual elements, construct and mobilise local cultural resources. Taking part in this commodification is to performatively participate in the production of local cultural, social and economic value.
Local benefits of this lay cultural work extend beyond economic opportunity, which is not in any way a primary driver. This work is best read as a "social economy" in which a range of actors, including cooperatives and voluntary organizations, "put social objectives above business objectives" (Gibson-Graham, 2008, p. 617) . The postcard production undertaken in Ravensthorpe creates and sustains a sense of local community via a shared history and public(ised) place identity, not only for those involved but also as a public sense of community and place signified and brought into existence by this practice. As part of the value noted above, a distinct place identity can be useful in promoting community pride (Blank, 1989) , and helping locals "appreciate their community" (Hall 1998, p. 24) while contributing to the sustainability of rural communities understood as dependent on the totality of built and natural, social and cultural, public and private contexts in which we live our lives (Davison, 2008) .
This local postcard production, though a seemingly marginal activity, certainly in economic terms, provides an important means for proactive lay participation in public meaning-making processes and practices, often (seen to be) the domain of professional bodies. In providing an avenue for lay involvement this postcard practice, especially as local tradition, is an important mechanism for giving "voice" to local constructions and experiences of place. This local lay voice is crucial to sustaining a sense of local place-identity for both residents and visitors, and can be far-reaching given that postcards are not only "the most widely disseminated tourist icon" but also "play an integral role in sustaining the industry" (Markwick, 2001, p. (2003) has demonstrated, the designation cultural work, and its acceptance by participants, reproduces and naturalises exploitative labour relations for many involved in the culture industries. The postcard producers interviewed in this study did not refer to themselves as "cultural workers" and may well reject this designation in favour of "community work" or "hobby" as implicit in interview discussions. One interviewee, in response to the argument offered here, noted that she had never thought of her work as having a "role" and tended to identify it as a "hobby business." In this case, these understandings of this work, likely to be widely held not only by producers, devalue its overall importance while rendering it invisible as work.
The theorisation of cultural work is presently at risk of not only focusing almost exclusively on "urban" spaces, but also of prematurely characterising it as essentially driven by the pursuit of capital accumulation by self-interested individuals operating in a global market increasingly controlled by powerful corporations (Banks, 2007) .
This case study confirms Banks' (2006) Crucially, this postcard production encodes the ongoing social, cultural and material relevance and power of "the rural." This and other lay cultural work undertaken in any number of (Australian) rural communities, including the wider local souvenir industry of which this postcard work is also a part, is potentially highly important in the ongoing negotiation of contemporary rurality. After all, "important meanings associated with the rural are circulated and negotiated" not only at the national, but also "at the regional and local scales and indeed may be crucially mediated by the individual at all scales" (Cloke and Milbourne, 1992, p. 361) . This case study has suggested ways in which individual lay meanings may be "returned" to public popular circulation in this broader ongoing process of constructing rurality, thus contributing to a nuanced, holistic understanding of the role lay agents may play in "reworking and potentially transforming the discourses of rurality in circulation" (Phillips et al., 2001, p.25) . My heartfelt thanks to the postcard producers interviewed here for generously making time for this research and also for reading drafts.
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